This article examines the technologies of nationalism that shape how the Korean War is depicted in two museum and memorial sites: The Price of Freedom: Americans at War, a permanent exhibit at the National Museum of American History in Washington, DC, and the War Memorial of Korea in Seoul. It shows how the use of traditional historical artifacts in The Price of Freedom and cinematic and digital technologies in the War Memorial generate structures of cultural memory that celebrate both a nationalist militarism and the ethos of neoliberalism.
expression through a range of technologies of representation that are capable, especially in their initial appearance, of provoking an intense and visceral response to the past-a past that incites one to experience historical events almost as if they were prosthetic elements of one's own personal history.
While Landsberg asserts that the reliance of prosthetic culture on mass media is value neutral, she does tend to emphasize this very quality as encouraging the development of "new modalities of subjectivity, new structures of feeling," "creating a portable, fluid, and nonessentialist form of memory" (2004, 10, 18) . But this insistence on the more open-ended structures of communal identity that prosthetic memory can produce runs the danger of overlooking how strenuously it can also be deployed by rather conservative political projects, like the ones found in both The Price of Freedom and the War Memorial of Korea. Both of these exhibits engage in a virtuoso deployment of a range of media-old and new-that reflects the myriad forms in which mass culture is now materialized and encourages visitors not only to identify with a jingoistic patriotism but also to embrace of the logic of neoliberalism. In the following discussion, I illuminate how these institutions function as ideological state apparatuses that seek to interpellate their visitors as good national and economic subjects precisely through their marshaling of prosthetic memory. Close readings of these sites will illuminate the normative responses that they attempt to elicit, the meanings that their ideal visitors should extract. I also point out, however, the moments of contradiction and failure that inevitably haunt such projects by foregrounding my own experiences as a visitor to these sites. It would seem that the curators of the exhibit felt that the Korean War had little to offer in terms of either "social" or "military impact." The small room devoted to this conflict in The Price of Freedom sits in a quiet corner, and the physical maps found in the exhibit halls do not even indicate its location. I realized that to arrive at any useful understanding of the meanings with which the Korean War room's meager contents are endowed, it would be necessary to gain a sense of how the exhibit as a whole is structured and to grasp the master narratives governing it.
The Framing Narratives of War in
The title of the exhibit suggests a rather powerful framing narrative, and it was all I really knew about The Price of Freedom prior to my visit. From its name I expected that the politics of the exhibit would be at best conservative and at worst jingoistic. At minimum, it seems to suggest that wars are the necessary price that the nation pays in order to defend its freedom. I was therefore not surprised to find that the Second World War occupies pride of place in the My overall sense of the conservative politics expressed by The Price of Freedom was confirmed by articles written by cultural critics Scott Boehm (2006) and Carol Burke (2006) , which both offer highly critical analyses of the exhibit. Boehm offers a quite persuasive account of how pivotal World War II-and, more specifically, the surprise attack on Pearl Harbor-is to the "overarching narrative" that governs The Price of Freedom as a whole: a narrative that "centers on national traumas that provoke feelings of retribution, such as the battle for the Alamo, Custer's Last Stand, the sinking of the USS Maine, and the attack on Pearl Harbor" (Boehm 2006 (Boehm , 1157 . The centerpiece of the World War II exhibit comprises "three enormous panels depict [ing] the Pearl Harbor attack in black and white," which is emphasized because it "acutely dramatizes how the safety of U.S. domestic space was violently penetrated by what are posited as foreign barbarians" (Boehm 2006 (Boehm , 1157 (Boehm , 1158 .
However striking the display devoted to Pearl Harbor may be, Boehm suggests, its traumatic significance is most effectively conveyed by its placement in a kind of metonymic proximity with a nearer display on 9/11, which functions as a kind of objective correlative.
Visitors come to inhabit, in the most intimate and intense way, what it was like in the immediate aftermath of that earlier "day of infamy"-experiencing it as a prosthetic memory, one might say-when they confront the object that arguably constitutes the exhibit's emotional epicenter, a "sagging steel column assembly from the seventieth floor of the south tower of the World Trade Center" (Boehm 2006 (Boehm , 1151 see figure 1 ). The Price of Freedom seems to marshal whatever private emotional responses visitors might have to this object toward an embrace of the policies that the Bush administration enacted in response, echoing its "rhetorics of American exceptionalism and manifest destiny to justify a policy of perpetual war" (Boehm 2006 (Boehm , 1150 .
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Despite my own outrage at this aspect of The Price of Freedom, I was not entirely surprised by it, given the embrace of bellicosity that has characterized U.S. foreign policy since 9/11. I did take some solace in the fact that certain elements of the exhibit were in tension with its overall jingoism. As historian Beth Bailey points out in her mixed appraisal, the exhibit does D. Kim 96 also address the "less than honorable armed conflicts in the nation's history," including "the forcible removal of the Cherokee and the Trail of Tears, as well as the Indian Wars; the war with Mexico for territory in the Southwest; the war in the Philippines; [and] the Spanish-American war," and acknowledges that these were essentially wars of imperial conquest (2005, 90) .
Moreover, the exhibit's treatment of the Civil War and the Vietnam War seems, as Boehm himself acknowledges, "confusing when compared to the rest of the exhibition," because these conflicts were "episodes of domestic turmoil and highly contested meanings . . . not so easily interpreted through the patriotic lens of 9/11" (2006, 1160) . This sense of ideological tension is quite apparent in the section of the exhibit devoted to the Vietnam War. Upon entering the room, the visitor first confronts "a Nam June Paik-esqe [sic] stack of televisions situated in front of a couch sheathed in plastic slipcovers, whose disparate content powerfully evoke[s] the divisions of the era" (Bailey 2005, 91 ; see figure 2). Boehm characterizes this as "one of the few displays of genuine pedagogical value" in the exhibit, as it (Boehm 2006 (Boehm , 1161 . The impact of this hypnotic array of images that reflected and helped to expand widespread resistance to the Vietnam War pales in comparison, however, to the single largest historical artifact displayed in the exhibit: an actual 57-foot long Huey helicopter (figure 3).
Boehm asserts that the story of how this very aircraft "made it from Vietnam to the Smithsonian after being shot down in combat dominates the Vietnam section" (Boehm 2006 (Boehm , 1161 (Boehm -1162 .
The helicopter attests to the anachronistic but still powerful effect that traditional technologies of museum display can exert, one potent enough to contain the potentially insurgent knowledge conveyed by the "Nam June Paik-esqe [sic] stack of televisions." For the visceral impact of the Huey stems not only from its size, but from the aura of authenticity it possesses as a material witness to the violence of war-as an object that has literally been scarred by history.
While Boehm observed that the column assembly from the World Trade Center drew the most avid response from visitors (2006, 1152) , during my visits it was the helicopter that seemed to elicit the most attention. Visitors seemed to be in awe of its monumental presence in the Smithsonian, and I wondered myself about the prodigious feat of engineering that must have gone into placing it there. In hindsight, however, and spurred by Boehm' While all the artifacts in the exhibit are, in a sense, public property-and hundreds of objects from the NMAH's collection are impressively presented-the fact that The Price of Freedom was funded largely by a private contribution from a single donor implicitly imbues them with another kind of value. No longer simply publicly owned objects endowed with the aura of historical authenticity, they also come to seem something slightly but significantly different: commodities of historical value, whispering the language of commerce and exchange that enables and underwrites their display.
Ultimately, for me, the most disconcerting aspect of The Price of Freedom has to do with the fact that both the exhibit and the wing of the NMAH that houses it owe their existence to the donor for whom the Kenneth E. Behring Hall of Military History is named. Behring's massive contribution apparently "entailed several explicit strings, including the stipulation that the NMAH 'maintain a close cooperative relationship' with him, and that 'Behring Center' was to be added to the museum's name and displayed 'prominently upon the National Mall and Constitution Avenue entrances'" (Boehm 2006 (Boehm , 1148 ). Behring's contribution was solicited by Lawrence Small, who became the director of the Smithsonian in 2000, "the first head in the institution's history without any scholarly credentials"-but with plenty of experience in the private sphere as a former executive at Fannie Mae and Citibank (Burke 2006, 241) . Behring requested "an exhibition dedicated exclusively to National Medal of Honor winners," and the final section of The Price of Freedom is precisely that (Burke 2006, 241) . Notably, Behring very likely supplied the name of the exhibit itself (Boehm 2006 (Boehm , 1148 Bailey 2005, 89-90) . The mere fact that The Price of Freedom is housed in a building that also functions as a monument to Behring's largesse implicitly suggests that the exhibit expresses the values that have guided his own rise from rags to riches: thrift, discipline, entrepreneurialism, and a capacity to overcome adversity. And, to the extent that his own mythology infuses The Price of Freedom, another narrative runs alongside the one that memorializes the deaths of American soldiers as the tragic but necessary price of defending the nation's freedom-one that celebrates hard work and sacrifice as the necessary price of achieving economic freedom. While Behring's biography is not featured in the exhibit itself, for visitors who know his story and his munificence, or who become curious about the man for whom the hall is named, Behring does come to seem a ghostly avatar of this "freedom" who transcended the adversity of his humble origins in order to rise to the very apex of economic power, endowed with the wherewithal to make his compatriots the beneficiaries of his altruism. When you walk into the small corner room devoted to the Korean War, you find that there is not a whole lot of there there. It consists of two wall displays of maps, photographs, and placards; the only military items on display are a pair of uniforms enclosed in a glass case that comprises a third wall. It is one of the few sections of the exhibit that lacks a soundtrack: you hear only the muffled echoes of music and voices from the adjacent rooms. Perhaps it is intended, in its stillness, to engender a sense of relief that the alarming potential for nuclear annihilation did not become actualized in Korea. Perhaps it is also designed to give you a moment to rest your senses before you enter the spectacular Vietnam War room. While the elements in this part of the exhibit appear somewhat haphazard, discernible in them is the curators' attempt at thematic coherence. A certain aesthetic sense can be detectedunderstated and lyric in its compactness-that sets it apart from the epic sensibility that shapes the exhibit as a whole. In fact, the room's content is structured by a series of binary oppositions that echo the geographical division in which the origins of the conflict are to be found and by an emphasis on the distinctive hardships that American soldiers in Korea faced. Any brief précis of such a complex conflict will inherently be problematic in its omissions.
Perhaps the most glaring one-even within its framing of the war as one waged to "contain Communist expansion"-is its silence concerning the crucial strategic shift that took place in October 1950, when U.S.-led troops pushed past the 38th parallel and the war become one of rollback.
4 It is somewhat laudable, however, and in keeping with the exhibit's overall emphasis on social impact, that the curators at least acknowledge that the war "left Americans divided"
and ended with "an uneasy truce."
Atop the second wall of the exhibit is a placard that summarizes the nature of the fighting: "U.S. and UN troops confronted changing battlegrounds and weather extremes." A large map of Korea traces how the front line ranged the entire length of the peninsula over the course of the war, though, again, the momentousness of the decision to cross the 38th parallel is glossed over. The focus on "changing battlegrounds and weather extremes" works to highlight the hardships faced by American soldiers during this war. For example, the display features the "Hot Weather Gear" worn by U.S. soldiers when "temperatures often topped 100° F and humidity hovered at 90 percent or higher" and the "Cold Weather Gear" used when "temperatures often dropped below -30° F" (figure 6). These seasonal oppositions also resonate with the hot/cold war paradox used to introduce the Korean War section of the exhibit. The third item, marked as an "Identification Banner," speaks to the challenges that U.S. soldiers faced as a result of the dramatic shifts in the location of the front, which could easily result in their being separated from their units. It is a 9x13-inch rectangular piece of white silk emblazoned with the U.S., UN, and South Korean flags, along with words in Korean-a banner that was to be shown "to non-English-speaking locals to ask for assistance" by soldiers who had been separated from their units. There are attempts, however, to suture the Korean War into the "overarching narrative" of the exhibit, and they correspond with the moments in which Koreans make a token appearance. To the left of the circular map of Korea on the first wall of this section of the exhibit is a photograph that depicts a somber group of refugees walking single file past the photographer next to a train track. It is titled "In Retreat," and the caption reads: "When North Korean troops crossed the 38th parallel, the two countries' dividing line, South Korean troops scattered in disarray, and civilians streamed south. U.S. reinforcements initially failed to stem the tide, and the North Koreans pushed the coalition into the southeast corner of the peninsula, near Pusan." It is the freedom of these civilians that American soldiers were apparently sent to defend. While the trauma of the invasion is not directly rendered, this image encapsulates its aftermath: the masses of civilians who "streamed south," the direction of their movement suggesting their mortal fear of the Communist forces. Visitors who already possess a deeper historical awareness of the U.S. role in the Korean War, however, might notice a few topics broached elsewhere in the exhibit that might have been better contextualized here. For example, a display devoted to President Truman's Executive Order 9981, which mandated the desegregation of U.S. military forces, is located in the earliest part of the Cold War section, due to the year it was issued (1948). This display could have been integrated into the Korean War section, more accurately conveying when that policy shift was actually enacted. The invention and implementation of napalm is also mentioned in the exhibit, but not in relation to the Korean War, when it became integral to the strategy of firebombing that was widely used, to devastating effect (Cumings 2010, 152-154) .
Cross-Currents: East Asian History and Culture Review
Most dramatically, a Korean War subtext can be found literally in the belly of the most imposing historical artifact in the exhibit. What visitors see inside the aforementioned Huey is a single video screen. The images that flicker on it tell the story of a wounded Vietnamese infant, dubbed "Baby Kathleen," who was found by U.S. soldiers in the arms of her dead mother, airlifted to safety, and eventually adopted by an American couple. Carol Burke points out, drawing on the work of Marita Sturken, how this narrative functions as a "screen memory," drawing attention away from an aspect of the Vietnam War that made it so controversial: "the inevitable consequence of war: civilian casualties" (Burke 2006, 237) . Absent from this display is the fact that the fountainhead, as it were, of such narratives was in many ways the Korean War. Epitomized by Douglas Sirk's melodramatic film, Battle Hymn (1959), one of the most self-flattering stories that Americans told about themselves to morally justify their military intervention in Korea was one in which American soldiers were depicted as the saviors of Asian orphans, rather than, as was often the case, their creators.
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A subtext that highlights a crucial difference between the Korean War and the Vietnam War is also apparent in the display, a technological clue that might partially explain why the former conflict was so easily forgotten in the United States-for it was only the latter that was experienced as a "living room war." It is ironic and yet strangely fitting that the "Nam June Paik- Moreover, an earlier Cold War narrative about the 6/25 War is hardwired, as it were, into the very structure and layout of the museum. "The story told in the exhibit halls," as Kristin Hass puts it, "is the story of the Korean War as the culmination of 5,000 years of a linked national and military history" (Hass 2009, 273) . This means that visitors come to the Korean War exhibits after having walked through room after room depicting five millennia of Korean history as a ceaseless narrative of invasion. Visitors retain a vivid memory of the various armies that have imperiled the nation over its entire existence as they move into the Korean War rooms. As a result, the most recent "invaders" need not even be depicted in order for the existential threat they pose to the nation to be conjured-they have been spectrally implied by those prior threats.
An analysis of the memorial that better conveys the ideological tensions that structure it, and how its overall meaning might be shaped by the context of when one visits it, is offered by Elements of this display remain in the new version, but the modifications all seem aimed at producing a more immersive and spectacular experience (figure 10). The glass has been replaced by the kind of iron fence often found at scenic vistas, and the painted backdrop now soon rivets your attention as the lighting suddenly dims is the actor who appears on the small rectangular screen in front of you-a screen whose translucence gives this holographic image a simultaneous immediacy and ghostliness-as he reenacts this quiet but significant moment. As witnessed it, of harboring something that has the intimacy of a personal memory. But my experience of this particular display was that its novel use of technology drew the most attention, moreso than its emotional content. As visitors stand before the ghostly projection of the elderly man giving his testimony, what strikes them most is the novelty of the medium, which itself seems to serve as a "screen memory," in the sense that Marita Sturken has described it: both hiding and concealing "highly emotional material. . . while offering itself as a substitute" (1991, 118) .
The rebooted diorama is accompanied by another addition that attests even more dramatically to how technology can function as a screen memory in the War Memorial's rendering of the arrival of ROKA soldiers at Yalu River. On my last visit, in the fall of 2013, the single display that elicited the most visceral responses-oohs, aahs, and even gasps-in the entire memorial was on the wall directly to the right of the Yalu River tableau. The visitor looks through a small glass panel into a simple white box containing a canteen that seemingly still contains waters from the Yalu. While this object is suffused with the aura of the real-a mute witness to a historical moment when the nation's reunification seemed a thing you could literally touch or taste-it is, in fact, overshadowed by the digital technologies that are ostensibly meant to serve simply as its elaborate frame. The glass panel is actually a transparent screen that displays an animated PowerPoint presentation that is dazzlingly executed. The first moving images of the presentation, which runs in an infinite loop, are of the Korean flag, undulating as if caught by a breeze. Instead of the familiar circle at its center, however, is a photograph of the canteen, which appears to float and ripple in front of the actual canteen. Subsequent animated slides display the actor dipping his canteen; the movements of the South Korean military forces in the area; and a simple infographic explaining that this very canteen, which apparently still contains waters from the Yalu River, had been sent by ROK soldiers to President Syngman Rhee "as a Symbol of reunification." While it is quite possible that this kind of display will soon become ubiquitous, or even banal, in 2013 this simple set of images moving across a transparent If such technologies of display function as screen memories, seeming to draw attention away from the affectively laden content they seek to highlight, they also nonetheless convey a powerful nationalist message. Overall, the nationalism that the memorial now seeks to inculcate in its visitors is conveyed through a pastiche of earlier forms. This resampling, however, is enabled by digital technologies that are in and of themselves infused with nationalist meanings. emergence and on which it still depends-that it remains intimately connected to the United States not simply as an economic rival and military ally but also as a junior partner, if not a kind of neo-colony.
In this article, I have argued that these exhibits are linked by the ways that the technologies of display on which they rely carry a potent ideological message in and of themselves. Insofar as The Price of Freedom and the War Memorial of Korea attempt to place visitors in an affectively and sensuously intense relationship to the past, they are sites of prosthetic memory. However, while Landsberg (2004) suggests that the reliance of this particular form of public memory on the new forms of media that emerge out of mass culture makes them politically neutral, I believe that these exhibits demonstrate that something like commodity fetishism can remain in operation, and even assume an intensified form, in exhibits where the most visceral reactions are engendered not by the emotional content of the memories these sites disseminate but by the technologies of display themselves. At bottom, what the Huey helicopter and the dazzling use of digital media both celebrate is the economic and technological power of a particular nation and the economic players who exemplify it and the ethos of neoliberalism that putatively enabled their ascendance.
While this analysis has emphasized how these sites work as rather cunning ideological state apparatuses, I would like to conclude by simply pointing out that all such engines of interpellation can fail to reach their target. Sometimes that failure is the result of mechanical breakdown or the digital equivalent: the last time I visited the War Memorial of Korea, in the fall of 2014 after I had written the initial draft of this article, the canteen display I discuss above was actually out of order. The potential failure of such sites to successfully impart their messages is also apparent in the indifference and fatigue that is often visible on the faces of museum-goers everywhere. It is discernible as well in those who would seem to be the core audience of any such site of nationalist pedagogy, the children wandering through these exhibits, who in their boredom, distraction, or playfulness seem something other than the pliant vessels of a nationalist futurity. For an illuminating account of how such memorializations of 9/11 function as projects of nationalist pedagogy, see Sturken (2004) . 3 Burke (2006) offers especially illuminating details about Behring's philanthropic efforts and the neoliberal privatization of national museum and memorial sites that they reveal. She points out, among other things, that the National Museum of National History, which also bears Behring's name, includes trophy animals that the benefactor himself shot, including a bighorn sheep that, under ordinary circumstances, is not allowed into the United States since it is on the government's endangered species list. 4
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See chapter one of Cumings (2010) for a trenchant critique of the strategy of rollback that was reflected in the American decision to push beyond the 38th parallel rather than to restore the original border between the two Koreas. 5
See Cho (2008) for a discussion of these two aspects of the U.S. role in the Korean War. 6
For a thorough account of how this prodigious economic capability is a core feature of what she terms the "Asiatic racial form," see Lye (2005) . 7
For an excellent account of Nam's career and his eventual canonization as a South Korean nationalist icon, see Lee (2011). 8 My thinking was also shaped by illuminating conversations with Suzy Kim, Henry Em, and Keun-Sik Jung, who accompanied me on some of my visits to the War Memorial. 9
As Grace M. Cho explains, "Yanggongju, literally meaning 'Western princess,' broadly refers to a Korean woman who has sexual relations with Americans; it is most often used pejoratively to refer to a woman who is a prostitute for the U.S. military" (2008, 3) . 10
In fact, as Esther Kim Lee points out, Nam June Paik began using technology provided free of charge by Samsung (abandoning Sony in the process) as he came to be embraced by the South Korean government as a nationalist icon in the 1980s (see Lee 2011, 153) . 11
For a brilliant account of how South Korean nationalism and its relation to neoliberalism is revealed through the software algorithms that are integral both to computer-generated imagery (CGI) and the derivatives that played a crucial role in the International Monetary Fund crisis, see Jeon (2014) .
